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Relating	  and	  Distinguishing	  Australian	  Film	  Ben	  Goldsmith	  and	  Mark	  David	  Ryan	  The	  question	  of	  what	  exactly	  constitutes	  an	  ‘Australian	  film’	  has	  long	  preoccupied	  those	  involved	  or	  interested	  in	  the	  films	  made	  either	  in	  this	  country,	  or	  those	  films	  made	  with	  Australian	  involvement	  elsewhere	  in	  the	  world.	  When	  Warwick	  Thornton’s	  first	  film	  Samson	  and	  Delilah	  (2009)	  won	  the	  Camera	  d’Or	  at	  Cannes,	  there	  was	  no	  doubt	  that	  it	  clearly	  qualified	  as	  an	  Australian	  film.	  This	  story	  about	  two	  young	  Indigenous	  Australians	  living	  in	  an	  isolated	  community	  in	  the	  middle	  of	  the	  country,	  was	  written,	  directed	  and	  shot	  by	  Thornton,	  himself	  a	  Kaytetye	  man	  from	  the	  Northern	  Territory.	  But	  when	  another	  film	  by	  an	  Australian	  director	  won	  the	  Camera	  d’Or	  the	  following	  year,	  there	  was	  division	  among	  commentators	  and	  critics	  over	  whether	  this	  could	  be	  claimed	  as	  Australian.	  The	  Melbourne	  Herald	  Sun	  and	  the	  Northern	  Territory	  News,	  among	  others,	  were	  in	  no	  doubt	  that	  Melburnian	  Michael	  Rowe’s	  Año	  Bisiesta	  (Leap	  Year)	  –	  made	  in	  Spanish,	  in	  Mexico	  –	  is	  Australian,	  with	  the	  latter	  publication	  memorably	  headlining	  its	  story	  of	  Rowe’s	  win	  ‘Oz	  S&M	  Flick	  Cannes	  Pick’	  (Johnson	  2010;	  ‘Oz	  S&M	  Flick	  Cannes	  Pick’	  2010).	  Even	  one	  of	  the	  national	  public	  broadcasters	  described	  the	  film	  as	  an	  ‘Oz-­‐Mex	  sex	  thriller’	  in	  its	  news	  coverage	  (Vincent	  2010).	  Rowe	  himself	  was	  careful	  to	  emphasise	  the	  ‘Mexican	  resonance’	  of	  the	  film	  in	  interviews	  following	  his	  win	  (Wilson	  2010),	  but	  he	  would	  also	  tell	  Australian	  film	  magazine	  Encore	  that	  ‘I’m	  a	  son	  of	  Australia,	  of	  course	  [...]	  My	  artistic	  sensibility	  and	  narrative	  is	  incorruptibly	  Australian;	  that	  comes	  from	  the	  cradle	  and	  you	  can’t	  get	  rid	  of	  it	  even	  if	  you	  wanted	  to’	  (‘Rise	  of	  the	  Prodigal	  Son’	  2010,	  p.21).	  This	  is	  reminiscent	  of	  the	  view	  expressed	  by	  George	  (Mad	  Max)	  Miller	  in	  the	  early	  1980s	  that:	  we	  are	  Australians,	  we	  are	  Australian	  film-­‐makers.	  I	  think,	  without	  even	  trying,	  the	  Australianness	  comes	  through	  in	  the	  film,	  so	  you	  can’t	  suddenly	  export	  yourself,	  as	  it	  were,	  and	  make	  film	  without	  that	  Australian	  point	  of	  view.	  Even	  though	  our	  culture	  reproduces	  to	  some	  degree	  the	  American,	  British,	  European	  and,	  in	  a	  little	  way,	  Asian	  culture,	  I	  think	  that	  makes	  us	  even	  in	  a	  very	  subtle	  way	  peculiarly	  Australian	  and	  you	  can	  never	  get	  around	  that.	  (Quoted	  in	  White	  1984,	  p.96)	  The	  idea	  of	  a	  nation’s	  cinema	  as	  a	  bounded,	  discrete	  and	  identifiable	  space	  neatly	  separated	  from	  the	  cinema	  of	  other	  nations	  has	  never	  been	  a	  reality.	  National	  cinemas	  are	  porous	  and	  leaky,	  inevitably	  multivalent,	  multiply	  connected	  to,	  influenced	  by,	  and	  impacting	  on	  narratives	  and	  styles,	  practices	  of	  film	  production	  and	  patterns	  of	  consumption	  beyond	  the	  national	  territory.	  Tom	  O’Regan	  locates	  the	  specificity	  of	  Australian	  cinema	  ‘not	  in	  any	  particular	  set	  of	  attributes,	  so	  much	  as	  in	  its	  relational	  character’	  (O’Regan	  1996,	  p.7).	  Over	  the	  last	  few	  decades,	  Australian	  cinema’s	  international	  relations	  in	  production	  and	  policy	  have	  expanded	  and	  become	  more	  complex.	  Deb	  Verhoeven’s	  useful	  expansion	  of	  Susan	  Dermody	  and	  Elizabeth	  Jacka’s	  influential	  ‘Industry	  1-­‐Industry	  2’	  model	  of	  Australian	  cinema	  elaborates	  these	  changes	  (Verhoeven	  2010;	  Dermody	  and	  Jacka	  1987).	  Verhoeven	  suggests	  a	  new	  model,	  ‘Industry	  3’,	  which	  is	  characterised	  by	  the	  mixing	  of	  national	  and	  international	  elements,	  films	  and	  filmmakers.	  Alongside	  the	  inward-­‐looking	  Industry	  1,	  which	  Dermody	  and	  Jacka	  classified	  as	  principally	  being	  concerned	  with	  Australian	  identity	  (albeit	  influenced	  by	  European	  style	  art	  cinema	  and	  obsessed	  by	  local,	  social	  purpose),	  and	  the	  more	  outward-­‐looking	  Industry	  2,	  preoccupied	  with	  entertainment,	  internationalism,	  genre	  production	  and	  learning	  from	  Hollywood,	  Verhoeven	  argues	  that	  a	  third	  industry	  became	  evident	  by	  the	  end	  of	  the	  1990s:	  [Industry	  3]	  comprises	  films	  and	  filmmakers	  happily	  embedded	  in	  both	  the	  local	  and	  global	  [and]	  typically	  [...]	  films	  initiated	  by	  Australians	  wanting	  to	  work	  with	  large	  budgets,	  international	  resources,	  high-­‐profile	  actors	  and	  local	  content	  or	  personnel,	  and	  shooting	  either	  in	  Australia	  or	  offshore,	  or	  combining	  the	  two’.	  (Verhoeven	  2010,	  p.141)	  If	  the	  qualification	  ‘initiated	  by	  Australians’	  were	  removed,	  this	  category	  could	  also	  include	  many	  of	  the	  international	  productions	  made	  in	  Australia.	  Moreover,	  as	  Ryan	  (2012)	  has	  argued,	  since	  the	  inception	  of	  the	  Producer	  Offset	  in	  2007,	  policy	  priorities	  have	  shifted	  away	  from	  telling	  Australian	  
stories	  without	  commercial	  imperatives	  towards	  fostering	  commercial	  productions	  that	  engage	  with	  audiences.	  A	  by-­‐product	  of	  this	  policy	  shift,	  from	  largely	  cultural	  to	  industry	  policy,	  has	  been	  the	  renaissance	  of	  high-­‐budget	  local	  blockbusters	  and	  genre	  movies	  (both	  dominant	  production	  strategies	  in	  the	  1980s)	  which	  are	  for	  the	  most	  	  part	  embedded	  in	  the	  local	  and	  the	  global	  and	  draw	  upon	  codes,	  conventions	  and	  expectations	  that	  are	  not	  (only)	  set	  locally.	  	  	  	  	  	  	  	  The	  essays	  and	  reviews	  in	  this	  Australian	  section	  of	  the	  second	  volume	  of	  the	  Intellect	  Directory	  of	  
World	  Cinema:	  Australia	  and	  New	  Zealand	  illuminate	  something	  of	  the	  particularity	  of	  Australian	  cinema,	  and	  also	  its	  connectedness	  through	  people,	  films,	  genres,	  to	  the	  cinema	  of	  the	  world.	  This	  volume	  complements	  and	  extends	  the	  first	  volume,	  published	  in	  2010.	  There	  are	  several	  new	  sections	  (Film	  of	  the	  Year,	  Festival	  Focus,	  Locations,	  Marketing	  Mix,	  Actors),	  articles	  on	  four	  Australian	  directors,	  original	  essays	  on	  eleven	  genres,	  and	  over	  sixty	  reviews	  of	  Australian	  films.	  We	  take	  a	  deliberately	  broad	  view	  of	  Australian	  cinema,	  and	  many	  of	  the	  essays	  take	  up	  and	  flesh	  out	  its	  relational	  character.	  Kriv	  Stenders’s	  Red	  Dog	  (2011)	  was	  an	  easy	  choice	  as	  ‘Film	  of	  the	  Year’.	  The	  film	  is	  an	  amalgam	  of	  shaggy	  dog	  stories,	  adapted	  from	  English	  author	  Louis	  de	  Bernières	  novel	  Red	  Dog,	  which	  itself	  was	  based	  on	  a	  series	  of	  tales	  about	  a	  famous	  canine	  inhabitant	  of	  north	  west	  of	  Western	  Australia	  in	  the	  1970s.	  Immediately	  on	  its	  release	  the	  film	  struck	  a	  chord	  with	  Australian	  audiences	  and	  critics.	  As	  Anna	  Blagrove	  describes	  in	  her	  essay,	  the	  film	  was	  an	  enormous	  commercial	  success	  domestically,	  earning	  over	  $21	  million	  at	  the	  Australian	  box	  office	  (making	  it	  the	  eighth	  highest	  grossing	  Australian	  film	  of	  all	  time),	  and	  millions	  more	  in	  DVD	  sales.	  Red	  Dog	  also	  won	  seven	  IF	  Awards	  from	  nine	  nominations,	  and	  two	  AACTA	  Awards	  (formerly	  the	  AFI	  Awards)	  including	  Best	  Film	  in	  2011.	  	  In	  ‘Festival	  Focus’,	  Tess	  Van	  Hemert	  recounts	  the	  history	  of	  the	  Brisbane	  International	  Film	  Festival,	  which	  was	  held	  for	  the	  twenty-­‐first	  time	  in	  2012.	  BIFF	  has	  always	  had	  a	  strong	  focus	  on	  Asian	  cinema,	  and	  since	  2010	  it	  has	  coincided	  with	  the	  annual	  Asia	  Pacific	  Screen	  Awards,	  held	  on	  the	  Gold	  Coast.	  The	  Festival	  has	  also	  long	  been	  an	  important	  venue	  for	  Australian	  films,	  many	  of	  which	  struggle	  to	  obtain	  wide	  release	  in	  local	  cinemas.	  It	  has	  also	  championed	  Australian	  documentaries;	  in	  2012	  the	  Festival	  hosted	  the	  world	  premiere	  of	  Show	  Me	  the	  Magic,	  a	  film	  about	  the	  life	  and	  career	  of	  internationally	  renowned	  Australian	  cinematographer	  Don	  McAlpine.	  Several	  of	  the	  feature	  films	  shot	  by	  McAlpine	  over	  his	  long	  career	  are	  reviewed	  elsewhere	  in	  this	  volume.	  	  The	  north	  of	  Western	  Australia,	  a	  vast,	  barren,	  and	  sparsely	  populated	  region,	  has	  largely	  been	  out	  of	  bounds	  for	  Australian	  and	  international	  filmmakers	  due	  to	  the	  area’s	  remoteness	  and	  the	  attendant	  costs	  of	  production	  there.	  While	  several	  films	  have	  been	  set	  in	  the	  region,	  they	  have	  usually	  been	  shot	  in	  more	  accessible	  places.	  And	  yet	  as	  Jane	  Stadler	  illustrates	  in	  her	  essay	  on	  Australian	  film	  locations,	  a	  growing	  number	  of	  films	  have	  been	  shot	  in	  the	  Kimberley	  and	  Pilbara	  regions,	  including	  Red	  Dog	  and	  parts	  of	  Australia	  (Baz	  Luhrmann,	  2008).	  	  	  In	  her	  ‘Marketing	  Mix’	  essay,	  Karina	  Aveyard	  examines	  the	  UK	  release	  of	  the	  road	  movie	  comedy	  
Charlie	  and	  Boots	  (Dean	  Murphy,	  2009	  and	  discusses	  some	  of	  the	  difficulties	  Australian	  films	  face	  internationally.	  Despite	  the	  presence	  in	  leading	  roles	  of	  an	  iconic	  Australian	  comedian	  and	  actor	  well-­‐known	  in	  the	  UK	  from	  his	  film	  and	  television	  work	  over	  several	  decades	  (Paul	  Hogan),	  and	  an	  actor	  who	  had	  earned	  recent	  renown	  for	  his	  role	  as	  the	  eponymous	  Kenny	  (Shane	  Jacobson,	  directed	  by	  his	  brother	  Clayton	  Jacobson,	  2006)	  the	  film	  failed	  to	  receive	  a	  theatrical	  release	  in	  Britain.	  Charlie	  and	  Boots	  was,	  however,	  a	  hit	  at	  the	  annual	  London	  Australian	  Film	  Festival	  in	  2010,	  with	  much	  of	  the	  audience	  coming	  from	  London’s	  large	  expatriate	  Australian	  population.	  	  An	  expatriate	  Australian	  and	  international	  star	  of	  a	  different	  order,	  Errol	  Flynn,	  is	  the	  subject	  of	  Adrian	  Danks’s	  essay	  in	  the	  ‘Actors’	  section	  of	  this	  volume.	  Born	  in	  Tasmania,	  Flynn	  was	  one	  of	  the	  biggest	  stars	  in	  Hollywood	  in	  the	  1930s	  and	  1940s,	  perhaps	  best	  known	  for	  his	  performance	  in	  the	  title	  role	  in	  The	  Adventures	  of	  Robin	  Hood	  (Michael	  Curtiz	  and	  William	  Keighley,	  1938).	  And	  yet	  as	  
Danks	  describes,	  Flynn’s	  career	  and	  achievements	  have	  not	  been	  widely	  celebrated	  in	  Australia	  with	  ‘only	  a	  non-­‐descript	  seashore	  park	  and	  an	  isolated	  star	  outside	  the	  Theatre	  Royal	  [in	  Hobart]	  noticeably	  trading	  on	  his	  name’.	  Flynn	  only	  starred	  in	  one	  Australian	  film,	  Charles	  Chauvel’s	  In	  the	  
Wake	  of	  the	  Bounty	  (1933)	  before	  his	  departure	  for	  the	  UK	  and	  later	  Hollywood	  where,	  like	  many	  of	  his	  contemporaries,	  he	  was	  provided	  with	  a	  new	  identity	  and	  background	  by	  his	  studio	  employer,	  Warner	  Bros.	  Flynn	  was	  by	  no	  means	  the	  first	  Australian	  actor	  to	  seek	  fortune	  in	  Hollywood.	  The	  now	  defunct	  Australian	  journal	  Picture	  Show,	  named	  over	  20	  Australian	  actors	  and	  actresses	  working	  in	  Hollywood	  at	  the	  time	  who	  attended	  a	  screening	  of	  Raymond	  Longford’s	  The	  
Sentimental	  Bloke	  (1919)	  in	  Los	  Angeles	  in	  1922.	  But	  Flynn	  was	  undoubtedly	  by	  far	  the	  most	  well	  known	  of	  the	  so-­‐called	  ‘gum-­‐leaf	  mafia’	  (Delamoir	  2004)	  until	  the	  recent	  successes	  of	  Russell	  Crowe,	  Hugh	  Jackman,	  Cate	  Blanchett,	  Naomi	  Watts,	  Jacki	  Weaver	  and	  Toni	  Collette,	  among	  others.	  For	  the	  new	  generation	  of	  young	  Australian	  actors	  who	  are	  now	  coming	  to	  prominence	  in	  American	  cinema,	  many	  schooled	  in	  the	  long-­‐running	  Australian	  soap	  operas	  Neighbours	  and	  Home	  and	  Away,	  	  Flynn	  ‘remains	  a	  salient	  and	  formative	  example	  of	  the	  fate	  that	  still	  awaits	  many	  Antipodean	  actors	  in	  the	  murky	  waters	  of	  international	  cinema’.	  	  	  Antipodean	  directors	  have	  also	  earned	  great	  acclaim	  and	  success	  both	  for	  their	  work	  in	  local	  and	  international	  films,	  in	  Australia	  and	  New	  Zealand	  or	  overseas.	  The	  Directors	  section	  of	  this	  volume	  is	  bookended	  by	  two	  examples	  from	  different	  ends	  of	  the	  filmmaking	  spectrum,	  Jane	  Campion	  and	  Brian	  Trenchard-­‐Smith.	  Sandwiched	  between	  them	  are	  three	  other	  filmmakers	  whose	  work	  and	  careers	  were	  very	  much	  concentrated	  in	  Australia	  albeit	  with	  multiple	  external	  connections:	  Arthur	  and	  Corinne	  Cantrill,	  and	  Ken	  G.	  Hall.	  The	  first	  essay	  in	  this	  section	  profiles	  perhaps	  the	  highest	  profile	  Antipodean	  art	  film	  director	  who,	  among	  her	  many	  awards	  and	  plaudits,	  remains	  the	  only	  female	  director	  to	  win	  the	  Palme	  d’Or	  at	  Cannes.	  The	  film	  for	  which	  she	  won	  this	  award,	  The	  Piano,	  is	  reviewed	  in	  the	  Gothic	  section	  of	  this	  volume.	  Deb	  Verhoeven	  describes	  the	  importance	  of	  the	  international	  film	  festival	  circuit	  in	  Campion’s	  career,	  and	  the	  voluminous	  scholarly	  literature	  that	  has	  grown	  up	  around	  the	  auteur	  and	  her	  work.	  	  Arthur	  and	  Corinne	  Cantrill	  are	  without	  question	  the	  most	  important	  Australian	  experimental	  filmmakers,	  as	  Adrian	  Danks	  elaborates	  in	  the	  second	  essay	  in	  this	  section.	  The	  Cantrills	  are	  enormously	  significant	  not	  only	  because	  of	  their	  many	  groundbreaking	  films	  made	  from	  1960	  onwards,	  but	  also	  for	  their	  contributions	  to	  Australian	  and	  international	  screen	  culture	  principally	  through	  the	  publication	  Cantrills	  Filmnotes	  (1971-­‐2000).	  Another	  hugely	  important	  figure	  in	  Australian	  cinema	  –	  albeit	  one	  who	  is	  perhaps	  less	  well-­‐remembered	  today	  than	  some	  more	  recent	  directors	  –	  is	  the	  subject	  of	  the	  third	  essay	  in	  this	  section.	  Ken	  G.	  Hall	  was	  the	  producer	  and	  principal	  director	  of	  Australia’s	  most	  prolific	  film	  studio,	  Cinesound	  Productions,	  from	  the	  1930s	  to	  the	  1950s.	  In	  part	  because	  his	  extraordinary	  career	  did	  not	  extend	  in	  to	  the	  period	  of	  the	  revival	  of	  the	  Australian	  cinema	  from	  the	  1970s	  onwards,	  and	  in	  part	  because	  his	  endorsement	  of	  Hollywood-­‐style	  commercial	  filmmaking	  did	  not	  fit	  well	  with	  the	  cultural	  nationalism	  of	  the	  latter	  period,	  Hall	  is	  perhaps	  not	  as	  well	  known	  as	  he	  deserves	  to	  be.	  In	  her	  essay	  on	  Hall,	  Lesley	  Speed	  makes	  the	  point	  that	  despite	  his	  unabashed	  commercial	  emphasis	  and	  embrace	  of	  Hollywood,	  Hall	  made	  many	  important	  contributions	  to	  Australian	  film	  culture,	  not	  least	  through	  his	  work	  as	  producer	  of	  the	  newsreel	  Cinesound	  Review	  from	  1932	  to	  1956.	  Hall	  both	  produced	  and	  edited	  the	  first	  Australian	  film	  to	  win	  an	  Academy	  Award,	  the	  Cinesound	  documentary	  Kokoda	  Front	  Line,	  shot	  by	  Damien	  Parer	  in	  1942.	  The	  final	  Director	  profiled	  in	  this	  volume	  has	  long	  been	  well-­‐known	  to	  cult	  film	  enthusiasts,	  but	  has	  enjoyed	  renewed	  fame	  in	  recent	  years	  after	  his	  work	  featured	  prominently,	  and	  was	  championed	  by	  Quentin	  Tarantino,	  in	  the	  documentary	  Not	  Quite	  Hollywood:	  The	  Wild,	  Untold	  Story	  of	  Ozploitation!	  (Mark	  Hartley,	  2008).	  Brian	  Trenchard-­‐Smith	  first	  came	  to	  prominence	  through	  his	  work	  directing	  action	  and	  stunt	  films	  in	  the	  1970s	  and	  1980s.	  He	  is	  also	  famous	  in	  the	  film	  industry	  for	  his	  work	  on	  film	  trailers	  –	  very	  much	  a	  hidden	  art	  –	  and	  for	  the	  many	  movies	  he	  has	  directed	  for	  American	  television.	  The	  first	  of	  the	  genre	  sections	  of	  this	  volume,	  Action	  and	  Adventure,	  contains	  reviews	  of	  three	  of	  Brian	  Trenchard-­‐Smith’s	  films,	  BMX	  Bandits	  (1983),	  Deathcheaters	  (1976)	  and	  Turkey	  Shoot	  (1982).	  In	  his	  essay,	  Ben	  Goldsmith	  discusses	  the	  history	  of	  Action	  and	  Adventure	  films	  in	  Australian	  cinema,	  with	  particular	  attention	  paid	  to	  films	  featuring	  female	  protagonists,	  children’s	  films,	  and	  
large	  scale	  international	  productions	  made	  in	  Australia	  in	  recent	  years.	  These	  various	  aspects	  are	  represented	  in	  the	  reviews	  in	  this	  section	  by	  the	  children’s	  film	  BMX	  Bandits	  (notable	  as	  Nicole	  Kidman’s	  debut	  film),	  the	  invasion	  story	  Tomorrow,	  When	  the	  War	  Began	  (Stuart	  Beattie,	  2010)	  in	  which	  Ellie	  (Caitlin	  Stasey)	  leads	  a	  band	  of	  teenage	  resistance	  fighters,	  and	  the	  unofficial	  Australia-­‐France	  coproduction	  Walk	  into	  Paradise	  (Lee	  Robinson,	  1957).	  The	  latter	  film	  was	  made	  in	  Papua	  New	  Guinea,	  and	  stars	  one	  of	  the	  most	  recognisable	  Australian	  actors	  of	  the	  period,	  Chips	  Rafferty.	  	  In	  his	  essay	  on	  Australian	  Animation,	  Chris	  Carter	  describes	  the	  genre’s	  long	  history	  here,	  and	  its	  close	  ties	  with	  American	  television	  animation.	  These	  ties	  were	  first	  forged	  by	  the	  pioneer	  animator	  Eric	  Porter	  whose	  film	  Marco	  Polo	  Jnr	  Versus	  the	  Red	  Dragon	  (1972)	  was	  the	  first	  feature-­‐length	  Australian	  animation.	  Eric	  Porter	  Studios	  worked	  on	  a	  range	  of	  animated	  children’s	  television	  series	  for	  Hanna-­‐Barbera	  Productions	  in	  the	  1960s	  and	  1970s,	  including	  The	  Flintstones	  and	  The	  
Yogi	  Bear	  Show.	  As	  Carter	  notes,	  the	  work	  generated	  by	  the	  presence	  of	  Hanna-­‐Barbera	  and	  later	  Walt	  Disney	  Television	  in	  Australia	  helped	  to	  establish	  a	  local	  workforce	  with	  the	  capacity	  to	  produce	  animated	  feature	  films.	  Carter	  argues	  that	  the	  visual	  style	  of	  these	  cartoons	  limited	  the	  potential	  for	  a	  distinctive	  Australian	  style	  to	  emerge,	  at	  least	  until	  the	  production	  of	  Dot	  and	  the	  
Kangaroo	  (Yoram	  Gross,	  1977).	  Polish-­‐born	  Gross	  formed	  Yoram	  Gross	  Film	  Studios	  in	  the	  1970s,	  and	  produced	  fifteen	  feature	  length	  animated	  films	  from	  1977	  to	  1994,	  nine	  of	  which	  feature	  Dot,	  	  in	  Gross’s	  signature	  style	  of	  cel	  animation	  matted	  onto	  live	  backgrounds.	  The	  reviews	  in	  this	  section	  highlight	  the	  diversity	  and	  variety	  of	  animation	  in	  Australia,	  from	  the	  live	  action/animatronics	  of	  
Babe	  (George	  Miller,	  1995),	  and	  the	  traditional	  2D	  hand-­‐drawn	  animation	  of	  FernGully:	  The	  Last	  
Rainforest	  (Bill	  Kroyer,	  1992),	  to	  the	  CGI	  animation	  of	  Legends	  of	  the	  Guardians:	  The	  Owls	  of	  
Ga’Hoole	  (Zack	  Snyder,	  2010)	  and	  the	  claymation	  Mary	  and	  Max	  (Adam	  Elliot,	  2009).	  	  Building	  on	  her	  framing	  essay	  on	  Comedy	  in	  the	  first	  volume	  of	  the	  Directory	  of	  World	  Cinema:	  
Australia	  and	  New	  Zealand,	  Lesley	  Speed	  delves	  in	  to	  the	  subgenre	  of	  Comedian	  Comedy	  in	  her	  essay	  for	  this	  volume.	  Tracing	  a	  genealogy	  from	  Pat	  Hanna’s	  Diggers	  films	  and	  the	  several	  features	  starring	  George	  Wallace	  in	  the	  1930s	  through	  to	  the	  present	  day,	  Speed	  describes	  the	  subgenre	  as	  existing	  in	  parallel	  with,	  but	  separate	  from,	  the	  American	  tradition	  of	  films	  featuring	  comedic	  performers	  famous	  from	  other	  entertainment	  media.	  The	  subgenre	  includes	  Crocodile	  Dundee	  (Peter	  Faiman,	  1986),	  which	  is	  (still)	  the	  most	  successful	  Australian	  film	  of	  all	  time.	  Ensemble	  comedian	  comedies	  have	  appeared	  regularly	  in	  recent	  years,	  many	  starring	  or	  produced	  by	  the	  loose	  collective	  of	  comedians	  based	  in	  Melbourne	  that	  grew	  out	  of,	  or	  spun	  off	  from	  the	  ABC/Seven	  Network	  television	  series	  and	  breakfast	  radio	  show,	  The	  D-­‐Generation.	  As	  Speed	  notes,	  ‘The	  ensemble	  form	  in	  Australian	  comedian	  comedy	  reflects	  both	  the	  abundance	  of	  local	  talent	  and	  the	  small	  size	  of	  the	  local	  production	  industry,	  in	  which	  casting	  more	  than	  one	  prominent	  comedian	  in	  a	  film	  is	  considered	  to	  maximise	  its	  audience	  appeal’.	  Three	  of	  the	  films	  reviewed	  for	  this	  section	  are	  ensemble	  comedian	  comedies	  –	  Tony	  Martin’s	  Bad	  Eggs	  (2003),	  Ted	  Emery’s	  The	  Craic	  (1999),	  and	  Wayne	  Blair’s	  The	  Sapphires	  (2012).	  	  	  Like	  Comedy,	  Australian	  Crime	  movies	  have	  their	  own	  distinct	  style	  or	  accent	  while	  drawing	  upon	  universal	  codes	  and	  conventions.	  In	  his	  introductory	  essay,	  Greg	  Dolgopolov	  notes	  that	  Australian	  crime	  films	  feature	  ‘criminals,	  gangsters	  and	  vengeful	  victims’,	  and	  even	  on	  the	  rare	  occasions	  that	  films	  focus	  on	  the	  police,	  the	  force	  is	  invariably	  depicted	  as	  corrupt	  and	  criminal.	  Dolgopolov	  discusses	  the	  fascination	  in	  recent	  Australian	  film	  and	  television	  with	  ‘true	  crime’	  stories,	  including	  the	  stand-­‐out	  recent	  examples	  Animal	  Kingdom	  (David	  Michôd,	  2011)	  and	  Snowtown	  (Justin	  Kurzel,	  2011),	  both	  of	  which	  are	  reviewed	  in	  this	  volume.	  Dolgopolov’s	  essay	  also	  highlights	  ethnic	  crime	  narratives	  in	  recent	  Australian	  cinema.	  Two	  films	  about	  crime	  and	  the	  Lebanese	  Australian	  community	  in	  western	  Sydney	  feature	  prominently,	  and	  both	  The	  Combination	  (David	  Field,	  2009)	  and	  Cedar	  Boys	  (Serhat	  Caradee,	  2009)	  are	  reviewed	  here.	  	  More	  of	  a	  stylistic	  mode	  that	  distils	  elements	  from	  multiple	  genres,	  the	  Australian	  Gothic	  is,	  in	  Jonathan	  Rayner’s	  words	  ‘the	  most	  persistent,	  fertile,	  articulate	  and	  therefore	  significant	  trend	  
within	  Australian	  cinema	  over	  the	  past	  forty	  or	  more	  years’.	  Rayner	  describes	  the	  variety	  of	  Australian	  Gothic,	  noting	  that	  while	  it	  distinguishes	  ‘the	  brand	  of	  Australian	  horror	  overseas’	  neither	  is	  it	  confined	  to	  horror,	  nor	  do	  all	  horror	  films	  fit	  the	  Gothic	  bill.	  Elements	  of	  the	  Gothic	  can	  be	  identified	  in	  such	  seminal	  early	  revival	  films	  as	  Walkabout	  (Nicolas	  Roeg,	  1971)	  and	  Wake	  in	  
Fright	  (Ted	  Kotcheff,	  1971),	  as	  well	  as	  in	  Peter	  Weir’s	  The	  Cars	  that	  Ate	  Paris	  (1974).	  And,	  as	  Rayner	  describes,	  the	  Gothic	  ‘permeates,	  complicates	  and	  articulates’	  the	  work	  of	  Australian	  directors	  in	  Hollywood,	  in	  such	  films	  as	  The	  Truman	  Show	  (Peter	  Weir,	  1998),	  and	  Hearts	  in	  Atlantis	  (Scott	  Hicks,	  2001).	  The	  films	  reviewed	  for	  this	  section	  provide	  a	  flavour	  of	  the	  diversity	  of	  the	  Australian	  Gothic,	  from	  Steve	  Jodrell’s	  modern	  western	  Shame	  (1988)	  to	  Ann	  Turner’s	  Celia	  (1988),	  which	  is	  set	  during	  the	  period	  in	  which	  anti-­‐Communist	  hysteria	  was	  at	  its	  height	  in	  Australia,	  to	  Ray	  Lawrence’s	  fantastical	  adaptation	  of	  Peter	  Carey’s	  novel	  Bliss	  (1985).	  	  The	  ‘monstrous	  landscape’,	  also	  a	  feature	  of	  the	  Australian	  Gothic,	  is	  the	  focus	  of	  Mark	  David	  Ryan’s	  essay	  on	  Horror.	  Ryan	  describes	  the	  appearance	  of	  the	  landscape	  as	  a	  usually	  malevolent	  character	  in	  many	  horror	  films,	  before	  discussing	  the	  parallel	  theme	  of	  the	  revenge	  of	  nature.	  Reviews	  of	  Kimble	  Rendall’s	  gory	  ‘sharks	  in	  the	  supermarket’	  film	  Bait	  (2012),	  Colin	  Eggleston’s	  Long	  Weekend	  (1979)	  about	  a	  couple’s	  nightmare	  beach	  holiday,	  and	  Russel	  Mulcahy’s	  cult	  classic	  Razorback	  (1984)	  flesh	  out	  the	  latter	  theme.	  The	  monstrous	  outback	  of	  Primal	  (Josh	  Reed,	  2010)	  and	  the	  complementary	  terrors	  of	  subterranean	  Sydney	  in	  The	  Tunnel	  (Carlo	  Ledesma,	  2011)	  are	  also	  reviewed,	  along	  with	  the	  torture	  horror	  The	  Loved	  Ones	  (Sean	  Byrne,	  2009)	  and	  Philip	  Brophy’s	  splatter	  comedy	  Body	  Melt	  (1994).	  	  In	  her	  essay	  on	  Road	  Movies,	  Deborah	  J	  Thomas	  makes	  a	  case	  for	  the	  cultural	  specificity	  of	  the	  Australian	  genre	  in	  comparison	  with	  the	  American	  progenitor.	  Referencing	  in	  particular	  the	  work	  of	  Brian	  Trenchard-­‐Smith	  and	  George	  Miller,	  Quentin	  Tarantino	  has	  claimed	  that	  ‘nobody	  shoots	  a	  car	  the	  way	  Aussies	  do’	  (in	  Not	  Quite	  Hollywood,	  Mark	  Hartley,	  2008).	  But	  it	  is	  not	  only	  the	  stunts,	  chases	  and	  crashes	  typical	  of	  Trenchard-­‐Smith’s	  and	  Miller’s	  films	  that	  mark	  Australian	  road	  movies	  off	  from	  those	  made	  elsewhere.	  Local	  road	  movies	  are	  often	  gentle,	  cerebral	  affairs,	  in	  which	  the	  confined	  space	  of	  the	  motor	  vehicle	  becomes	  the	  stage	  on	  which	  personal	  dramas	  are	  worked	  through	  and	  relationships	  worked	  out	  along	  the	  way.	  Charlie	  and	  Boots	  (Dean	  Murphy	  2009)	  provides	  the	  example	  here,	  though	  there	  are	  many	  others,	  from	  Travelling	  North	  (Carl	  Schultz,	  1986),	  to	  Last	  Ride	  (Glendyn	  Ivin,	  2009).	  The	  latter	  film	  to	  some	  extent	  belies	  Thomas’s	  claim	  that	  Australian	  road	  movies	  rarely	  feature	  the	  ‘nihilistic	  rebel	  outlaw’	  so	  common	  in	  American	  genre	  films.	  There	  is	  also	  a	  greater	  tendency	  in	  Australian	  films	  to	  explore	  ‘off	  road’;	  indeed	  Fiona	  Probyn	  (2005)	  has	  identified	  a	  specific	  local	  subgenre,	  the	  ‘no	  road’	  film,	  exemplified	  here	  in	  the	  reviews	  of	  Rabbit	  Proof	  Fence	  (Phillip	  Noyce,	  2002)	  and	  Walkabout	  (Nicolas	  Roeg,	  1971).	  Then	  there	  are	  films	  like	  The	  Adventures	  of	  Priscilla,	  Queen	  of	  the	  Desert	  (Stephan	  Elliott,	  1994)	  which	  are	  aesthetic	  categories	  all	  of	  their	  own.	  	  
Science Fiction is a genre which has produced only a relatively small number of films and is less 
prominent than road movies in Australian cinema despite producing a handful of popular titles including 
Mad Max Beyond Thunderdome (George Miller, 1985) and Dark City (Alex Proyas, 1998). Unlike genres 
such as horror which have attracted considerable academic interest in recent years, discussion around 
local science fiction movies is still in its infancy. In recent years, authors who have explored the genre 
have tended to focus on both international ‘runaway’ productions that film in Australia and draw upon 
local crews, acting talent and heads of departments such as The Matrix (Andy and Lana Wachowski, 
1999) and locally sourced productions which include independent titles, co-productions and higher-end 
titles produced within a globalised industry structure (see for example Moran and Vieth, 2006; McMullen 
2010) As such what constitutes a local tradition has been poorly defined. In their essay, while 
acknowledging the international dynamics of the genre, Peter Schembri and Mark David Ryan narrow 
their discussion to local movies sourced by Australian key creatives and ‘officially recognised as “local 
productions” by government screen agencies’. For the authors, the move to ‘[shift] discussion away from 
international science fiction movies filmed in Australia (and the question of local input) to focus upon 
local science fiction production, provides a less impressive but more accurate picture of local production’. 
In doing so they find that ‘Australia does not have sustained periods of production where the ‘science’ in 
science fiction is taken seriously’. Rather local films with science fiction content are often hybrid genre 
movies combined with other genres (such as horror or action), or pertain more to the tendencies of ‘soft’ 
rather than ‘hard’ science fiction.     	  
Although not always labelled as such at the time of release, Thrillers or films with recognisable thriller 
elements, are identifiable throughout the history of Australian narrative cinema, dating back to Charles 
Tait’s groundbreaking The Story of the Kelly Gang (1906). Ben Goldsmith provides a brief genealogy in 
his essay on the genre, before discussing the eight-part thriller typology first proposed by Charles Derry, 
and elaborated by Albert Moran and Errol Vieth (2006). Goldsmith’s chief interest is in the Political 
Thriller; despite noting the relative dearth of political thrillers in Australian cinema, Goldsmith discusses 
the variety of the subgenre, from nuclear thrillers (exemplified in reviews of Ground Zero (Michael 
Pattinson and Bruce Myles, 1987) and The Chain Reaction (Ian Barry, 1980)), to international scandals 
(Balibo, Robert Connolly, 2009), and cover-ups closer to home (The Killing of Angel Street, Donald 
Crombie, 1981).  	  Extending	  his	  discussion	  of	  First	  World	  War	  films	  in	  the	  first	  volume	  of	  the	  Directory	  of	  World	  
Cinema:	  Australia	  and	  New	  Zealand,	  Daniel	  Reynaud	  examines	  recent	  and	  revisionist	  treatments	  of	  the	  Anzac	  legend	  in	  his	  essay	  on	  War	  cinema.	  Reynaud	  notes	  that	  the	  Second	  World	  War	  has	  always	  played	  second	  fiddle	  to	  the	  Great	  War	  in	  Anzac	  mythology,	  and	  this	  is	  reflected	  in	  the	  output	  of	  Australian	  filmmakers.	  Reynaud	  identifies	  five	  films	  that	  have	  been	  made	  since	  1982	  that	  make	  some	  reference	  to	  the	  Second	  World	  War,	  but	  of	  these	  only	  two	  –	  Attack	  Force	  Z	  (Tim	  Burstall,	  1982)	  and	  Kokoda	  (Alister	  Grierson,	  2006)	  focus	  on	  the	  Anzac	  myth.	  The	  others	  –	  Blood	  Oath	  (Stephen	  Wallace,	  1990),	  Paradise	  Road	  (Bruce	  Beresford,	  1997)	  and	  Australia	  (Baz	  Luhrmann,	  2008)	  –	  while	  set	  during	  or	  immediately	  after	  the	  War,	  use	  the	  conflict	  to	  interrogate	  a	  range	  of	  other	  issues.	  Importantly	  all	  of	  these	  films	  offer	  perspectives	  and	  insights	  into	  Australian	  military	  history	  and	  the	  mythology	  of	  Anzac	  while	  at	  the	  same	  time	  elaborating	  different	  international	  aspects	  of	  Australian	  screen	  culture.	  	  The	  last	  section	  of	  this	  volume	  discusses	  another	  local	  variant	  of	  a	  familiar	  international	  genre,	  the	  Western.	  Daniel	  Eisenberg	  argues	  that	  the	  Australian	  western	  has	  played	  a	  key	  role	  in	  Australian	  cinema	  history,	  from	  its	  prototype	  in	  the	  bushranger	  films	  of	  the	  early	  1900s,	  to	  more	  recent	  explorations	  of	  colonial	  relations	  and	  survival	  in	  the	  outback.	  Drawing	  on	  Peter	  Limbrick’s	  work,	  Eisenberg	  maintains	  that	  unlike	  westerns	  made	  in	  other	  countries,	  the	  Australian	  western	  is	  not	  a	  local	  cinematic	  response	  to	  the	  ‘myth	  of	  America’,	  but	  rather	  is	  ‘engaged	  in	  a	  dialogue	  with	  Australia’s	  own	  myths	  and	  history’.	  This	  point	  is	  evident	  in	  different	  ways	  and	  to	  different	  degrees	  in	  each	  of	  the	  films	  reviewed	  in	  this	  section:	  Kriv	  Stenders’s	  Lucky	  Country	  (2009),	  George	  Miller’s	  
The	  Man	  from	  Snowy	  River	  (1982),	  Harry	  Watt’s	  The	  Overlanders	  (1946),	  John	  Hillcoat’s	  The	  
Proposition	  (2005)	  and	  Patrick	  Hughes’s	  Red	  Hill	  (2010).	  	  	  	  
